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-ii. 
Introduction 
Through the centuries, religious worship has been 
a sU:staining influence of man.Whereas the material things 
about us may be contacted daily, that which is spiritual 
is set apart from worldly things and elevates one to higher 
planes of thought and deed. 
MUsic has the mystical power of elevating oners 
thoughts and soul into a spiritual experience. Music of the 
church, in order to be worthy of being presented in a church 
should have spiritual qualities. The hymns of the church 
should be of such fine caliber that they are able to give 
the singer an insight to the power, beauty and great love 
of God. One should be able to sense the nearness of His 
Cf 
Presence t~~ough the singing of a great hymn. The congre-
gation should be able to feel that through their singing of 
a hymn, they are offering the very depths of their souls to 
the Almighty. 
Unfortunately,, too many people do not regard hymn-
singiP..g as important and they are not cognizant of the fact 
that it is their one way to express their love~ praise 
and gratitude to God for his loving kindness to us. 
iii. 
Fortunately, the great hymn writers through the 
centuries have realized man's need for good hymns and hymns 
worthy of the House of God. Such are the hymn writers who 
are discussed in the following pages of this paper. They 
have heeded the cry of Man for a song which is capable of 
transporting one's thoughts and souls from the material 
to the spiritual. These include such men as Martin Luther, 
Clement Marot, Louis Bourgeois and William Kethe, to mention 
but a very few. 
To these men, we worshippers of today owe a debt of 
gratitude to their unceasing devotion to their work that we 
might have a heritage of fine church hymns. 
41 Hymnody of the Reformation Period 
Chapter I 
The Influence of Martin · Luther 
Martin Luther was a man of d.i versified talents. He 
was a great thinker, teacher, prop~et and artist. He once 
said himself, ttour opponents cannot claim ignorance of the 
doctrine of the Gospel~ since we have preached, written, 
l 
painted and sung it.H 
Luther had fine training in music as a boy, for he 
l. 
sang in the church at Mansfield and later stadied singing 
at Magdeburg and Eisenach. He continued his musical stu-
dies at Erfurt and began to compose and play the lute. 
While a student at the Monastery, he learned Plain Song and 
the liturgical system of the church. Young Luther learned 
more than the Latin language or how to use his voice when 
chanting the Psalms and music of the church~ for church 
services of his youth deeply inspired him. 
To Luther, music was one of the greatest gifts of 
l Hymn Society, Paper XII, page 1. 
2. 
God and was far more than a human invention. In addition 
to his interest in Hymnody and his knowledge of Plain Song 
and music of the Liturgy, Luther was well acquainted with 
the motets and other polyphonic compositions of his time~ 
\ The Flemish composer, Joaquin des Pres, was his favorite. 
Of this composer, Luther said; 11 Josquin is the master of 
the notes, they must do as he wishes; other musicians do as 
2 
the notes say.u 
Martin Luther's work was of the people. It was 
elemental and sometimes rough in rhyme and meter. He blends 
the child and the hero into a unified whole. Although his 
verses sometimes appear childlike, yet they are,manly 
through and throbgh. It may be said that in depth and deep 
religious feeling, Luther's hymns are on a parallel to the 
-
wood engravings of DUrer and the music of Bach. The center 
~ 
of all of Luther's work is God and his thought grasps not 
only sin, and its worldly problems, but it is tempered by 
tenderness, reverence and humility. 
The begi~ning of Luther's hymn writing was in 1523, 
the year of his first and greatest liturgical writing, 
the revision of the Latin Mass. His hymn writing was always 
in close relationship to his reform of the liturgy. By the 
2 Hymn Society, Paper XII, page 2. 
end of the year 1524, more than twentyfour of his thirty-
six hymns were already in print. 
Martin Luther once said, 11 God has made the soul so 
~ 3 
great that I cannot afford to be mean. 11 He surely lived 
~ 
up to this statement for he was one of the world's great-
est Christians, a great believer in the truth of the Word 
of God and a consecrated minister of the Gospel of Jesus 
Christ .. 
His Beliefs And Teachings 
The ReforBIBJtion Period during the time of·Martin 
Luther, affected every phase of worship in the church. 
Liturgy~ acts of worship and music were all reformed. The 
Liturgy was revise~ without a complete break with the 
Roman Mass. The revision made by Luther became the Deutsche 
Masse and retained the Kyrie Eleison, Christe Eleison, 
Gloria in Excelsis, Credo in Unum Deum, Banctus and Bene-
dictus, Agnus Dei, the Collects, etc. 
While stillaa loyal Cath~lic, Luther protested agaiRst 
certain arbitrary as~mptions of the Pope. Proof of this was 
.... 
the posting of the ninety-five theses in 1517. In 1520, the 
burning of the Popers bull of excommunication declared the 
3 Laufer, HyDn Lore p. 161. 
complete separation of Luther from the Catholie Church. 
In 152l,at the Diet of Worms, Luther declared the fun• 
damental principles of Protestantism through his appeal 
to the Holy Scripture~ and reason and conscience as higher 
authorities than ecclesiastical tradition and the authority 
of Popes. 
In the Catholic Mass, the focal point is the ele-
vation of the Host and Chalice. Believers in the Catholic 
faith dramatized the fact that at this moment, the bread 
and wine became the actual body and blood of Christ. 
Luther banished this element of magic during his reform and 
the act of Holy Communion came to mean the distribtttion of 
the bread and wine to everyone, instead of just to the 
priest. The altar maintained its usual place in the church, 
but was w~thout ornament and became a table with cross and 
candles on it. The altar and table were open to all people 
and the people were ruled by the Bible rather than by Rome. 
Luther realized that with this change in worship, 
there was also the necessity of the change in music of the 
church. He realized that the church and its people needed 
music which belonged to everyone and not only to a canon-
ical body of singers which the ehurch had turned its music 
over to early in its history. A theory of Luther's was: 
The act of worship has no intrinsic or 
objective efficacy but only the attitude of 
the heart. The only use of forms of worship 
is to induce the proper attitude of the soul 
to God.4 
s. 
In the Protestant Church, there is no barrier between 
the believer and his God, whereas in the Catholie: Church, 
there is the barrier of priesthood. The entire b:ody of the 
P.hotestant Christian Church is a universal priesthood who 
have access to God, the Father, through a single mediator, 
Jesus Christ. 
The Catholi~ Church keeps its song within the clergy, 
while music of the Reformation comes from the laity. Luther 
knew that the people needed a more vital part in the ser-
vice of worship and felt that praising God through song 
would give the people their individual way to worship freely. 
The Catholic Church has never sanctioned Congrega-
tional singing, but through this medium, the Protestant 
layman has found a symbdl as well aa an agent in asserting 
his priveleges in the Gospel. 
Luther also found that it was a natural desire of the 
4 Dickinson, Clarence EEcursions in Musical History p.132. 
6. 
people to worship in their native tongue. In this way, 
they can know and understand just what is taking place, 
but in Catholic worship, Latin ia the language used and 
the service often becomes merely a ritual which the people 
go through, without understanding or knowledge of what 
they are saying. 
The liberty of religious belief given to the 
people by Martin Luther resulted in a veritable flood 
od verse and melody. It can be safely said that over 
one hundred thousand hymns have been written in Protest-
ant Germany alone, and the chorale melodies which accom-
pany these number many thousand. It is believed that 
hymn-singing made many more converts to the German Evan-
gelical Church than preaching. , . 
. The Booklets and Hymns of Martin Luther 
On the following pages may be found the listings 
of the booklets in which Lutherts hymns were first print-
ed and also listings of his hymns. These listings are 
taken from Paper No. XII, titled Luther and Congre5ation-
al ~' which was published by the Hymn Society of 
America in 1947 in New York @ity. 
There were four eollections of Luther's hymns which 
he, himself, supervised and wrote prefaces for. These 
were: 
1. Geystliche Gesangk Buchleyn. Tenor, Wit-
trmberg, 1524. This was prepared in collaboration 
""-th Johann Walther,, cantor of the Elector Fred-
erick's choir at Torgau, an intimate friend of 
Luther. In his preface,, Luther says that he great-
ly desired the youth to be trained in music and 
other arts, and that they should have something 
wholesome and b~icial to sing instead of love 
ballads and worldly songs. He says: 11 I do not 
believe that all the arts are to be destroyed 
because of the Gospel, as some fanatics declare; 
on the contrary I would gladly see all arts, 
especially music, in the service of Him who has 
given and created them." 
2. Geistliche Lieder auffs ~ gebessert zu 
Wittemberg, Mar. Luth. Gedruckt zu Wittenberg 
durch Joseph Klug, 1529. 
This so-called Klug Gesangbuch contained twenty-
eight hymnB by Luther and twenty-six hymns by 
other authors especially selected by Luther for 
this collection. In his preface Luther resents the 
fact that authors.have 11 enlargedand revised" his 
hymns without his knowledge or permission and 
have sold them under cover of his name. He 
appeals to 11 all who love the pure ford 11 not to 
do this lest nthe good be lost and~·1'only the 
good-for-nothing kept.u 
3. dhristliche Geseng Lateinisch und Deudsch, 
~ Begrebnis.D. Martinus Luther. Wittemberg, 
1542. This, another ~ug publication, is unique 
as not only the first evangelical collection 
of hymns for use at funerals, but also because of 
the definitely doctrinal character of its pre-
face which asserts the evangelical view of death 
and assails the false teaching and practice of 
the tllazy bellies' eml wolves' godless hogs who 
persecute and blaspheme God's word." He declares 
that in spite of their "pestilential abom-
inations", such as vigi~s masses for the 
deads purgatory, and all fiother mockery and 
hocus pocus, 11 they have many "admirable, 
beautiful and musical compositions. 11 t•some 
of them, 11 he says, "we have printed~ in. 
this little book ••• but we have sub-
e.ti tued other texts .. • • the songs and 
the notes are precious; it would be a 
shame and a loss were they to disappear, 
but the texts or words are un-Chr~stian, 
unfit and absurd. tt 
This booklet contains five hymns by 
Luther and two other hymns by Michael 
Weiss and Aurelius Prdrlentius. 
4. Geystliche Lieder mit einer newen 
vorrhede. D. Mart. Luth .. Warnung D.M.L. 
viel falscher Meister ••• Leipzig, 
Valentin Babst, 1545. This collection of 
129 hymns contains all.of Luther's hymns 
p~eviously published and eight new hymns. 
Luther's German and Latin litanies are also 
included and many German translations of 
Latin collects are scattered throughout 
the work, which is enriched.with wood 
cuts and ornamental borders. 
There were ten other collections of Luther's 
hymns which appeared during hie lifetime and among these 
were the Etlich christlich lider and the Lobgesang und 
Psalm, both printed in 1524. The latter contains only 
eight hymns, four of them Luther's. It is also commonly 
known as the Achtliederbuch or the nFiret Protestant 
Hymnal". 
8. 
In all, Luther wrote thirty-six hymns, to which may 
also be added his German litany and a poem, "In Praise 
.._ 
of Jfu.sic as the Gift of God.11 Below and on the following 
pages appears a complete listing of Luther 1s hymns under 
various headings. 
Translations from the Latin 
1. dhristum_wir sollen .loben schon (1524) 
Now praise we Christ, the holy One (Massie) 
A hymn of eight stanzas on the birth of Christ, 
a free translation of A solis ortus car-
dine, hymn of composite authorship, the 
first part ascribed to Sedulius. 
2. Der du bist drei in Einigkeit (1543) 
Thou who art three in unity (Massie) 
A hymn of praise to the Holy Trinity, 
a translation of the eight-line 0 lux 
beata, Trinitas, ascribed to Ambrose, 
with an.additional stanza by Luther. 
3· Gelobet seist du Jesu Christ (1524) 
. .. 
All praise to Jesus' hallowed name (Massie) 
A hymn of seven stanzas on the Incarnation, 
the first stanza a translation of the 
Latin sequence, Grates nunc omnes reddamus, 
the remaining six stanzas original with 
Luther. 
4. Herr ~ott, dich loben wir (1529) 
Lord God, Thy praise we sing (Massie) 
A versification of the Te Deum laudamus, 
arranged for antiphonal~inging by two 
choirs. · / 
9. 
5. Jesus Cbriatus. unser Heiland. (1524) 
. . 
Christ, who freed our souls from danger 
(Massie) 
A cathechetical hymn, in ten stanzas, on 
the Holy Communion, inspired by John 
Hues's hymn, Jesus Cbristus, nostra aalus, 
but largely original •. 
6. Komm Gott pch8pfer, heiliger Geist (1524) 
- -Come God, Creator, Holy Ghost (Massie) 
A free translation, in seven stanzas, 
of the great Latin hymn to the Holy 
Spirit, Veni Creator Spiritus. 
7. ~ Heiligez:. Geist, Herre Gott (1524) 
Come,. Holy Spirit, God and Lord 
. . :: (Wink.worth) 
A hymn in three stanzas, eight linea each, 
to the Holy Spirit. The first stanza is 
based on the Latin antiphon, Veni sancte 
spiritus; but the second and third sta~as 
are original. 
B. Mitten wir im Leben sind (1524) 
Though in midst of life we be 
(Massie) 
A hymn in three stanzas of thirteen lines 
each, 11 A hymn of triumphs over the gr~ve, 
death and hell11 , based upon the Latin an-
tiphon, Media vita in morte sumus, ascribed 
to the Benedictine monk, Notker of St. 
Gall. 
9. Nun komm der Heiden Heiland (1524) 
Saviour of the heathen, known 
(Massie) 
A translation in eight stanzas of the 
Advent hymn, Veni, Redemptor gentium, 
ascribed to Ambrose. 
10. 
10 .• Verleih uns_ Frieden g_n!tdiglich (1529) 
.... 
In these our days so perilous (Massie) 
A brief prayer for peace in one stanza 
based upon the antiphon, Da pacem Domine_. 
Frequently sung in connection with .. Erhalt 
~ Herr bei deinem Wort. 
11. lli_ fi\rcht • st -du, Feind Herodes sehr 
~ 11~ 
Why, Herod, 1J.nrelenting foe .. (Massie) 
An Epiphany hymn in five stanzas, the 
beginning of which is based on the eighth 
stanza of Sedulius 1 s hymn, A solis ortus 
cardine, this stanza beginning, .Hostis_ 
Herodes .impie. 
12. Wir glauben_all' E Einen Gott (1524) 
We all believe in one true God 
A versification of the Nivene Creed, 
Patrem credimus, in three stanzas of ten 
lines each; appointed by Luther for use 
in his German Mass, 1526 •. 
Reworkings of German Spiritua~ Folksongs 
13. Christ lag in Todesbanden (1524) 
. . 
Christ was laid in death's strong 
bands 
An Easter hymn in SeEen stanzas, based, 
though only slightly, on the 12th cen-
tury folksong, Christ ist erstanden, with 
traces (fourth 1:;1-nd fifth stanzas) oft the 
Latin sequence, V~ctimae paschali laudes. 
14. Gott der Vater wohn uns bei (1524) 
--- ----·---...... 
God, the Father, with us stay 
... 
A litany hymn in three stanzas of fourteen 
11. 
lines each. The first lines of each 
stanza are addressed to the Three Per-
sons of the Holy Trinity, respectively, 
but the rest. og the text is identical 
in all stanzas. Based on an ancient 
folksong used in Lent and before Asc-
ension Day which Luther claims to hawe 11 gebessert und Christlich corrigy!'.et.tt 
.... 
Gott sei gelobet und gebenedeiet ~-- -·. ·(1524) 
May @od be praised henceforth 
and Rlest forever (Massie) 
A three- stanza Communion hymn, the 
first stanza only of which is similar 
to a pre-Reformation ~. Every fourth 
line concludes with Kyrie Eleison .. 
16. Nun bitten wir den heiligen Geist 
- -- (1524) 
Now pray we all God, the Com-
forter {Russell) . 
A four- stanza hymn for Pentecost, 
the first stanza based on a twelfth 
century hymn. The other stanzas are 
original with Luhher who intended 
this as a post-communion hymn. 
17. 
HYmns Based .2n the Psalms 
Ach ~ott vom Himmel sieh darein ~ ~ - (beforel524) 
Look down, 0 Lord, from heaven 
behold (Cox) 
A hymn in six stanzas on the Church, her 
conflicts, needs, strength, etc. A free 
versification of Psalm 12, Salvum ~ 
fac, Domine. 
18. Aus_ tiefer Noth schrei ich zu dir 
\1524) 
Out of the depths I cry·to Thee 
(W(inkworth) 
A fine free versifiaation of Psalm 
130, De profundis clamavi ad te; 
12. 
five stanzas, eight lines each. A hymn of 
repentance and faith, originally thoughtb 
of as a funeral hymn. 
19. Ein' feste Burg ist.unser Got~ (1528?) 
-A mighty fortress is our God 
(Composite) 
A free versification of the 46th Psalm, 
Deus noster refugium ~ virtue~ in four 
stanzas of nine lines each, generally 
regarded as Luther's finest hymn. Pro-
bably issuedfirst.as a broad-sheet pub-
lication. 
20. Es spricht der Unwel.sen :Mund wohl 
- -- .(1524l 
The mouth of fools doth ~~d confess 
(Massie) 
A versification of Psalm 14~ Dixit insipiens 
in corde suo, in six stanzas, .eight lines 
each. One of the earliest oft Luther's 
hymns •. 
21. Es wollt .~ Gott gen!tdig sein (1524) 
... 
May God unto us gracious be (Ruseell) 
A versification of Psalm 67, Deus miser-
eatur nostri; perhaps a closing hymn, 
though a strong missionary character 
is evident. Three stanzas, nine lines 
each. 
22. WRr Gott nicht mit una diese Zeit 
-::- - - - ( 1524)" 
Had God not come, may Israel say 
. (Massie) 
A versification of Psalm 124, Nisi guia 
Dominus, in three stanzas, eight lines 
each. 
Wohl dem der in Gottes Furcht steht 
---- . (1524) 
Happy the man who feareth God . 
(Massie) 
A versification of Psalm 128, Beati 
omnes gy.i timent DGminum .. A hymn on 
the family in five stanzas~ four lines 
each. 
Hymns ~ased QB Bcipture_Passages 
14. 
24. Christ unser Herr zum Jordan kam (l54l) 
----- -
To Jordan came our Lord the Christ 
(Massie} 
A didactic hymn in seven stanzas, nine lines 
each, on Holy Baptism. Based on Matt. 3: 
13-17; Mark 16:15, 16. 
25. Dies sind die heiligen zehn Gebot 
-:----- (1524) 
That man a godly life mieht li. ve 
. . (Massie) 
A catechetical hymn on the Ten Command~ 
ments in twelve stanzas, four lines 
each with a Kyrie at the end of each 
stanza. 
26. Jesa,la -~ Propheten ~ geschah 
(1526) 
These things the seer Isahiah 
did befall (Massie) 
A poor versification of the Banctus 
(Isa. 6: 1-4) in the Communion Ber~ 
vice, written for the German Mass, 
1526. 
27. Mensch willt du leben seliglich 
(1524) 
Wilt thou, 6 man, live happily 
(lVf.assie) 
A brief catechetical hymn, six stanzas, 
based on the Ten Cpmmandments. Gompan~ 
ion hymn to No. 25. 
28. Mit Fried' und Freud' ich fahr• 
dahin (1524) 
In peace and joy I now depart 
~ four-stanza versification of the 
Nunc Dimittis (Simeon 1 s Song, Luke 
2: 29 ~ 32) and the best of the 
renderings of liturgical texts. 
Frequently used as a funeral hymn. 
29. Sie ist mir lieb, die werthe 
Magd--rl535J --
Dear is to me the holy Maid 
(Massie) 
A hymn on the Christian Church in 
three stanzas of twelve lines each. 
Based on Rev. i2: 1 - 6~ 
30. Vater unser 1m Himmelreich 
- . (1539) 
Our Father, Thou in heaven 
above (Winkworth) 
A fine paraphrase of the Lord's 
Prayer (Matt. 6: 9 ... 13) in nine 
stanzas, six lines each. 
31. Vom Himmel hoch da kam ich 
her (15a5) -- -. - -
Good news from heaven the 
an~~ls bring (RaEsell) 
A fine original Christmas hymn, 
in fifteen stanzas, four lines 
each, based on St. Luke. Said to 
have been written by Luther for 
his little son Hans. 
Entirely Original Hymns 
32. Ein neues Lied wir.heben an 
By help og God I fain would 
tell (Massie) . 
Luther's first hymn, a narrative in 
twelve-stanzas, nine lines each, 
inspired by the martyrdom in Brus-
sels, July 1, 1523, of two Antwerp 
Augustinians because of their ad-
herence to Luther's teachingso Not 
intended for congregational use. 
33. Erhalt una Herr bei deinem 
Wort (1541?-y-- -
Lord, keep us steadfast in 
tey Word (Winkworth) 
A hymn in three stanzas, four lines 
each, written for the choir boys in· 
Wittenberg 11 to sing against the two 
archen~es~of Christ and His Holy 
Church, the Pope and the Turks", 
the latter of whom were even tben 
storming the gates of Vienna. 
34. Jesus Christus unser Reiland, 
der den Tod fiberwand 11524) 
. ~ 
Jesus Christ, who came to 
save 
An Easter hymn, three stanzas, 
four lines each, with Kyrie. 
35. Nun freut euch, lieben 
Christen g1 mein (1523) 
Dear Christians, one and 
all rejoice (Massie) 
One of Luhher's earliest hymns, 
ten stanzas, seven lines each. 
A hymn on the blessing of the 
redemption by Christ. 
36. Vom Himmel kam der Engel 
SChar (1543) -
To shepherds as the~ watch-
ed by night (Massie) 
A shorter Christmas hymn in six 
stanzas, four lines, intended to 
be sung to the tune Vom Himmel hochQ 
16. 
Chapter II 
The German Chorale 
The chorale melodies of Germany represent diverse 
melodic types and are a growth of many centuries. Chorale 
writing is a homophonic style of writing and its outstanding 
feature is the succession of chords, which provide the under-
lying principle of harmony. The chorale melodies were not only 
harmonized, but were also used as canti fermi for contrapuntal 
treatment. 
The history of the chorale melodies dates back to the 
5 
Middle Ages. When Germany was converted to Christianity, the 
Roman Liturgy and Gregorian Music were introduced to the people 
In the Statutes of Salzburg of 799, there appeared the decree 
that the "people shall learn to s:ing the 11 Kyrie-Eleison11 , and 
that too, not in such a disorderly wa§' as heretofore, but 
6 
better. 11 Prior to this date, the words 11Kyrie-eleis 11 had 
come to be known as a religious cry among the people. It was 
sung on various religious occasions such as funerals, at the 
reception of church dignitaries, at the enthronement of bishops 
and even on the battlefield. The words were repeated by lengthy 
vocalizations on each syllable and formed the text of several 
5 Wilson, A.W. 
6 Wilson, A.W. 
The Chorales Their Origin and Influence 
p .. 31. 
op. cit. P• 32. 
18. 
connected musical phrases. The music was chiefly based on 
the 11 Kyrie-Eleison11 which the people heard in church, but 
individuals had their own way of interpreting it and through 
these various interpretations, a number of tunes came into 
being. Later, these tunes were revised and provided with 
German texts and hymns of this type came to be known as 
11 Kirleisenu or 11 Kyrie-smngs 11 as each verse always ended with 
~ -
the refrain nKyrie-eleis 11 ~ The oldest known 11 Kyrie-song 11 is 
a hymn to St. Peter which was written in the ninth century. 
There is a copy of it in the Royal Library at Munich, but 
the melody, written in neumes, has proven undecipherable. 
By the twelfth century, hymn-singing had become a 
popular practise among German people. One of the most pop-
ular hymn-tunes of the Middle Ages was the twelfth century 
Easter hymn, nChrist ist erstanden 11 • The opening of this 
hymn is found in many of the Latin Offiue-books which were 
8 
7 
printed in Germany between 1480 and 1522~ 
9 
It is quoted on 
the following page. 
German hymns were sung a grwatvdw.al at the Mystery 
Plays which were much in style in the fourteenth and fif-
teenth centuries and which did a great deal to foster German 
sacred song. The sacred dramas usually took place at Christ-
7 Wilson, A.W. op. cit. p. 33· 
8 Wilson, A.W. op. cit. p. 34. 
9 Winkworth, Catherine The Chorale Book for England, p.58 
l9. 
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mas, Passiontide and Easter. There was also hymn-singing at 
other religious ceremonies organized by the Church, although 
the Church always took care not to let vernacular hymns be-
come a regular part of the liturgical service. As Schweitzer 
has said, "German sacred song gained admission into the re-
ligious service of the Church under cover of the Kyrie and 
10 
Alleluia. 11 When these parts of the liturgy occurrea during 
great festivals, the people were allowed to introduce German 
verses which were of a liturgical character as they ended 
with the refrain, 11 Kyrie-eleis 11 or 11 Alleluia11 • In certain 
dioceses, the people were allowed to sing a German hymn with 
the Sequence. Two examples of this are the singing of the 
Easter hymn, "Christ ist erstanden11 after 11Victimae Paschali 
~ - ~ 
laudesn and the Christmas hymn, "Gelobet seist du Jesu Christ 11 
- 11 
after "Grates nunc omnes 11 • Melodies of the Middle Ages 
were the source of a number of German chorale melodies which 
appeared later. 
Another source of chorale melodies was the old Latin 
plainsong melodies of the fourteenth and fifteenth centuries. 
German translations of Latin hymns date back to a very early 
period. In the twelfth century there appeared translations 
of t~e hymns_, "Veni, Creator Spiritus, 11 "Veni, Redemptor 
Gentium11 , and 11 Ave praeclara Maris Stella11 • The work of 
Johannes, Monk of Salzburg, in the fourteenth century, did 
10 Wilson, A.W$ 
11 Wilson, A.W .. 
op. cit. 
op .. cit. 
P·35· 
p. 35· 
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much to aid the growth of sacred song in Germany, for he 
made numerous translations of Latin hymns. 
In the Lutheran version of the old plainsong melodies 
the congregational hymn-tunes are both popular and dignified 
and consist of simple phraseology and well-defined rhythme 
Many of the fine German chorale melodies which we 
know today, were originall~ associated with secular texts. 
Among these is the weilil~known chorale mefuody from Back's 
11 St. Matthew Passion11 , 11 0 Sacred Head Once 1'iounded11 • The 
chorale melody was written by Hans Leo Hassler for the love 
song 11 Mein G'mllt ist mir verwirret ... 11 By changing the time 
~ -
from 6/8 to 4/4, it was later adapted to a German trans-
' lation by Paul Gerhardt, of St. Bernar 1 dshymn, 11 Salve caput 
- -
cruentatum, 11 (0 Sacred Head, once wounded). The melody as 
we know it tod~~has been considerably altered by Bach and 
his harmonization of the melody may be found on the following 
page. 
Composers of the Reformation Period used secular 
melodies in great abundance .. They believed 11 that there was 
nothing profane in the melody itself, provided that, when 
set to good, sacred words, it no longer carried with it any 
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suggestion of its original text. 11 The production of folk-
song tunes never kept pace with the writing of the texts, 
and many different sets of words were used for a single 
tune. Some of the earliest hymns to be derived from the 
secUlar folk-songs appeared between l415 and 1443 and were 
written by Von Laufenberg, Dean of Freiburg in Breisgau. 
The hymn, nvon Himmel hoch da komm' ich her 11 , by Luther, is 
modelled after the folk-song, ttAus fremden Landen komm' ich 
-
her 11 , as is Hesse's 11 0 Welt ich muss dich lessen, 11 which 1.s 
- ' based upon the Wanderlied 11 Innsbruck ich muss dich l§SSen11 • 
Both of these hymns are set to the original folk-tunes. 
A fourth source of German chorale melodies are those 
which were written expressly fon the Evangelical Service. 
Most of these melodies belong to the seventeenth century 
and were composed by such writers as Nicolai, Herberger, 
Rinkart, Franck and Gerhardt, poets, and to Johann CrUger, 
one of the outstanding Lutheran melodists. 
During the early years of the Reformation there were 
comparatively few original melodies written as use was made 
of the old tunes already at hand. Luther himself realized 
that the new song had to be built upon the foundation of the 
old. 
l2 Wilson, A.W. op. cit. p. 41. 
24. 
The largest share of the melodies of the first half 
of the seventeenth century belong to Johann Walther. Althouep. 
he lived until after 1570, it is not likely that he wrote 
much after 1551, the year of his final edition of the 
"GesangbUchlein11 • 
Walther was born in 1496 at a village near Cola 
in Thuringia. In 1523, he entered the Precentory of Fred-
erick, Electoral Prince of Saxony, at Torgau. Although he 
started out as a singer, in 1525 he was 11Electoral Singing-
master of Saxony" and was spoken of as 11 Composer in the 
13 ~ 
precentory. 11 In 1530, ~..art in Luther encouraged Walther 
to organize a new precentory which was maintained by the 
Torgau Corporation. Walther was Kapellmeister to the Court 
of Prince Moritz of Saxony, in Dresden from 1547 to 1554. 
He was perhaps best known for his 11 GesangbUchlein11 , 
the polyphonic settings of which, fall into two distinct 
classes of style. The first style consists of the simple 
settings in which the voices enter nogether and in which 
the species of counterpoint known as "note against noten 
is employed. This is the style with which the secmlar part 
music of this period was associated. In most of Walther's 
settings he has placed the melody in the tenor part. The 
13 Wilson, A. w. The Chorales p. 27. 
25. 
line-divisions of the hymns are not clearly marked as it 
is only at the beginning of the first line that the voiees 
enter together. His settings of melodies are often quite 
elaborate and he emplo1fo such artistic devices as imitatioi 
and canon. One of the finest examples of his style may be 
found in his nMit Friedt und Freud11 , the melody of which 
is quoted on page twenty-six. 
Walther spent his remaining years in Torgau, where 
he died in 1570. The following tribute was inscribed under 
14 
his portrait in the family vault: 
11 Thou wouldst not have sung so sweet a melodty, 
_o 'Vlalther, master, had not God sung with thee 
and inspired thee." 
The Reformation Period in Germany produced a numbeJ 
of fine chorale composers and among them was Johann Eccard 
who was born at Mnhlhausen in 1553· A pupil of Orlando 
Lass us, he was one of t.he finest polyphonists of his time 
and is best known for his settings of chorale melodies 
rather than for melodies which he himself composed. He was 
11 Musikus 11 in the service of Count Fugger at Augsburg in 
' 1578 and became Kapellmeister at the Berlin Court in 1608. 
He died in 1611. 
14 Wilson, A.W. op. cit. p~ 27. 
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Another composer of this period who entered the ser 
vice of Count Fugger at Augsburg as organist, was Hans Leo 
Hassler. He was born at NUrnbe~g in 1564 and studied for a 
number of years under Andrea Gabrieli in Venice. In 1601 
he was appointed organist of the Frauenkirche in Ntlrnberg, 
and in 1608 was appoftted 11 Musikus 11 and 11 Karnmer-organist 11 
at the Dresden Court. He wrote a great deal of both sacred 
and secular music and was considered one of the most dis-
tinguished musicians of his time. As has been previously 
mentioned, his melody for the love song 11 Mein G'rnut ist mir 
~ 
verwirret 11 was later set to the hymns 11 Herzlich thut rnich 
verlangen11 and 11 0 Haupt voll Blut und Wunden11 • This melody 
first appeared in a collection of secular songs, 11 Lust-
' 
garten neuer deutscher GesM.nge 11 which appeared in 1601. The 
text of the love-song consisted of five verses,. the initial 
letters of which spell the name liMaria.H 
The chief contribution of Michael Praetorius (1571-
1621), another contribu~or to the music of this period, was 
his 11 Musae Sioniaen. This collection contains no less than lB 
twelve hundred and fobyy-four settings of chorale melodies. 
Some of the settings appear in the form of mdtets, while 
others are in simpler form and are more suitable for con-
gre&ational use. A few of the melodies are new, but are not 
of great importance. 
15 Wilson, A.W~ op. cit. p. 51. 
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Undoubtedly the best known writer of the Reformation 
Period was Martin Luther (1483-1546), for it was he who in-
troduced the German Chorale to the church for use by congre-
gations. He is credited with having brought about the very 
foundation of Protestant worship. A predecessor of Luther, 
John Huss, realized that people in the church needed more tha 
to hear sermons. ge and his followers (known as the Bohemian 
Brethren), but now known as Moravians, collected many hymns 
which they set either to Gregorian melodies or to popular 
secular tunes. These hymns were published in Bohemian in the 
year 1504, and in 1531, Michael Weiss, minister of the 
Brethren 1 s Church at Landskron in Moravia, published e German 
version with music. 
Luther realized that the work done by Huss and his 
followers was good, but he was unable to use their ~mns as 
they were published in a foreign language. He wrote to a 
friend: 11 We lack German poets and musicians, or they are un-
known to us, who are able to make Christian and spiritual songll 
16 
of such value that they can be used daily in the House of Godj~ 
It was Luthe·r himself who restored the practise of hymn-singin£ 
I 
of the early Christian church, which had died out after the 
time of Pope Gregory. 
16 Lightwood, J.T. Hymn-Tunes and Their Story P· 2. 
The singing, by a heggar, of the hymn and tune 11 Es 
ist das Heil uns kommen herH (Our whole salvation doth def'· 
~ 
pend on God's free grace and spirit), composed by Paul 
Speratus, is said to have been one of the encouragements 
and inspirations of Martin Luther to spread the doctrines 
which he had proclaimed from the pulpit. The previously 
mentioned hymn became so well-known throughout Germany, 
that it was sung by street singers &n the taverns_and 
ballad-mongers throughout the country-side. The tune is 
now known as nnettingen11 .. 
Perhaps the greatest and best-known single con-
tribution in music, during the Reformation Period, was 
Martin Luther's 11 A Mighty Fortress Is Our e=odtt. This is a 
setting of Psalm Forty-Six which has been translated by 
Garlyle. It may also be found under the title of 11 Ein' 
Feste Burg" or 11 Worms 11 • 
This chorale was composed during the most critical 
period of Luther's life, when death threatened himaand his 
followers, and their teachings were threatened with an-
nihilation. The chorale became a veritable war-song of the 
country and was sung by soldiers advancing in battle. It 
was sung a century after Luther's death, when Gustavus 
Adolphus overcame the Catholic forces in the great battle 
of Leipzig. When war was declared in 1870 between France 
30. 
and Germany, the great chorale once more resounded through 
the countryside of Germany. 
The melody in its original form is slightly different 
from the form we know today. It is quoted in its original for~ 
17 
on page thirty-one. The melody has been used by a number 
of composers with a variety of effects. It is the main theme 
of the last movement of Mendelssohnts nReformation Symphony" 
and one of the finest treatments of the Chorale appears in 
Richard Wagner's nKaisermarsch11 which was written to celebrate 
the triumphant entry of the German soldiers into Berlin after 
the war of 1870. 
Another use of the chorale me<hody is introduced by 
Meyerbeer in hd:s opera 11 Les Huguenots", but as James T~ 
~ 
Lightwood points out in his book, 11 Hymn-Tunes and Their 
Story11 , 11 here it is decidedly out of place, as this story 
of sixteenth century Protestantism would in France b~ more 
18 
correctly illustrated by one of the metrical psalm-tunes." 
Not less than twenty-four different versions of 
11 Luther 1 s Hyrnn11 are in existence today and few tunes have 
appeared in such a variety of form. The origin of the tune 
has an interesting background, for it is said that while 
17 
18 
Light wood, 
Lightwood, 
J.T. op. cit. 
J.T. op. uit. 
p. 7. 
p. 7· 
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Luther was riding along a country road one day, he heard a 
11 wayfaring 11 man singing a melody which appealed to him. 
Luther asked the traveller to repeat the tune and as he did 
so, Luther noted it on a piece of paper. It has come to be 
known as "Luther's Hymnn and was set to words which are not 
-
now in common use. They were, 11 A thanksgiving for the highe t 
benefits which Gdd has shown us in Christ" and were written 
by Luther. The hymn was first published in 1535, but did 
not acquire the name of11 Luther's Hymn11 until early in the 
nineteenth century, when it was set to words by the Rev. 
W. Collyer. These words appear with it in its present form 
·and are: 11 Great God, what do I see and hear1 11 This hymn may 
-19 
be found in its entirety on page thirty-three. The trumpet 
part indicated in the hymn was often used in English church s 
for added effect. 
A hymn written for young people by Martin Luther, 
came to be known as the 11 Pope and Turk Tunen, but Cbs now 
called nSpires 11 • Luther always regarded the Pope of Rome 
and the infidel Turk as the worst two enemies of the Church 
of Christ. This hymn was written as a prayer for young 
people in which they prayed to be delivered from such enemi 
A free translation of the words was made by Robert Wisdom a d 
I 
were inserted in the earliest sixteenth-century version of 
19 Lightwood, J.T. op. cit. pp. 10-11. 
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the metrical psalms. The first verse was: 
Preserve us, Lord, by Thy dear Word; 
From Turk and Pope, defend us Lord; 
Both which would thrust out of His throne, 
Our Lord Christ Jesus, Thy dear Son. 20 
34. 
Frequent use of the German chorales has been made 
by Mendelssohn both in his vocal and insturmental works. 
Two of the chorales which have been used by him and whdkh 
are familiar are "Sleepers Wake" and uNow Thank We All Our 
God". The latter hymn, which is eq~ally well known under the 
German title 11 Nun danket alle Gott" is associ.J{ated wi tl-)1 
Johann crUger who is believed to have been its author. There 
is no definite proof, however, that CrUger definitely wrote 
the tune. Both the tune and the words were written during 
the Thirty Years' War~ at a time when Germany was torn with 
religious strife. During the war, Martin Rinkhart, who had 
been a precentor at Eisleben (Luther's birthplace), moved to 
his native home at Ellenburg. After twenty, long waary years 
of the war had passed, the plague broke out in Ellenburg and 
RiP~hart was forced to work almost single-handed. He helped 
tO bury more than fonr thousand persons, but remained un-
touched by the sickness himself. Famine followed the plague 
and at the height of the distress, the enemy advanced into 
the town and demanded an enormous tribute. Through the inter~ 
cession of Rinkaart, ther terms were reduced. Sonn after thiJ, 
20 Lightwood~ J-T· op. cit. p. 12. 
a stranger came into the town proclaiming the news that peace 
was at hand. Rinkhart was overjoyed and burst into the joy-
ous song: 
Now thank we all our God, 
With hearts and hands and voices. 
As he wrote these words, the majestic tune which 
we now associate them with, also came to his mind and he wrot~ 
it with his verse. This is believed to have been the origin 
of this great hymn which has since come to be known as the 
Te Deum of Germany-
Chorale-writing continued for many years after the 
death of Martin Luther and the composers consisted mainly of 
choirmasters or organists of Lutheran churches. It does not 
seem to be an exaggeration to say that the rapid spread of 
the Reformation movement was due chiefly to the enthusiasm 
aroused by the singing of chorales throughout the country. 
For the following century and a half after Lutherrs death, 
collections of chorales were edited in rapid succession, with 
many of them going through twenty or thirty editions. 
The 11Vierstimmage Choralges!inge" was a collection of 
these compositions Which were compiled and harmonized by 
Johann Sebastian Bach. Bach also made extensive use of choralE 
/ 
36. 
melodies in his church cantatas and organ works. 
In concluding this section, may it again be empha-
sized that the German Chorale has offered a wealth of rich, 
spiritual mmsic for use in the Christian Church. 
37-
Chapter III 
The Significance of the Old French Psalter 
The significance of the old French Psalter lies in 
the exceptional quality of its poetic text. No other officia 
Psalter can match it in variety or virtuosity. The English 
and Scottish Psalters seem tame in comparison to it. It is a 
masterpiece of dignity and warmth and the composition of the 
whole remains a marvel~ 
All Protestant verse of early times was derived from 
popular styles of song. The usual rhythm was iambic and the 
lines were grouped into uniformed stanzas by means of rhyme. 
The French Psalter has an unusual and peculiar proportion of 
trochaic rhythms, consisting of over fourteen per cent of 
these rhYthms. In an article about the Old French Psalter, 
Professor Waldo Selden Pratt has the following to say: 
"In both French and English usage 
~masculine and feminine rhymes are 
usually contasted within the couplets, 
the one closing with a single accent, 
the other with a double accent (real~y 
on the penult, but made double by the 
melodic close of the line.) Examples are: 
(Iambic) The King of love my Sh,pherd is, 
Whose goodness faileth never, 
(Trochaic) Glorious things of thee are spoken, 
Zion, city of our God. 11 
38. 
In the manuals of popular song written in English, neither 
of these styles found place until two hundred years later. 
At first, long stanzas with correspondingly long 
melodies were the rule in all count~ies. In Emgland and 
Scotland, the favorite was the eight line stanza. But in 
the seventeenth century, these two countries lapsed Lnto 
the short stanza of four lines, while at the same time, 
French and Dutch singers were ranging freely in every lengt 
from four lines to twelve. 
The contrasts in stanza plan or 11 metertt are very 
striking. The Common Meter Double was used almost wholly 
21 
in the early English verse. 
11 The syllable-plan for Common Meter 
-is 8686 (the old ''ballad meter" ) , 
for Long Meter 8888, for Short~ 
Meter 6686 (all these being often 
doubled to make eight lines) and 
for the so-called Hallelujah Meter 
6666 4444. All were iambic. When 
French psalms were taken into Eng-
lish or Scottish usage the text and music 
were regularly modified in meter so as 
to avoid the feminine endings. A few 
French forms in ten-syllable lines were, 
however, accepted. Stanzas with such 
lines have been notably prominent in 
nineteenth century writing~" 
In contrast to this, the French book had no less 
21 Hymn Society of America Paper IV p. 11. 
• 
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than one hundred and ten meters, each one requiring its 
own type of tune. It is believed that this form traces back 
to the Provencal or Troubadour originals. English official 
r 
usage turned its back on all such devices as unpractical. 
This does not mean that the English poetry was completely 
unmatched to the French style, as does the Psalter of Phili 
Sidney and his sister will show. This Psalter was based upo 
Marot and Beza and was completed in 1590. It was not put in o 
print until 1823. It was not until the eighteenth century 
that English hymnody re·gained some of its lost features 
such as metrical liberty, variety and vitality and this 
restoration was due to Charles Wesley and other poets of th t I 
time. 
Although the text of the French Psalter appealed to 
only those who knew French, the melodies were able to be 
known by all and spread abroad rapidly. The church maa.ic 
of many lands benefited through the composition of the 
French Psalter. 
The Influence of Calvin in France 
In France, the Reformation Period took on quite a 
different aspect from that in Germany, in regard to the 
music used in the church. The Calvinists looked upon the 
efforts of man as unsuitable offerings 'to God and they con-
40. 
fined their singing to the metrical versions of the Psalms 
of David. In regard to music, Calvin himself said: 
11 Those ..songs and melodies which are 
composed for the mere pleasure of the 
ear, and all they call ornamental music, 
and songs for four parts, do not behoove 
the majesty of the church, and eannot 
fail to greatly displease God. 11 22 
The tu~es used in the churches were of a sober and solemn 
character. The Genevan Psalter was the official Calvinistic 
psalm-book, and like many of the German chorales, the melodi s 
set to the Psalter were taken from folk-songs of French 
origin. 
A visitor to Geneva (a stronghold of the Reformation 
Period) in 1557 had the following to say about the psalm@- . 
singing of the Calvinists~ 
11 A most interesting sight is offered 
~in the city on the week days, when 
the hour of the sermon approaches. 
22 Lutkin, 
23 Lutkin, 
As soon as the first sound of the 
bell is heard all shops are closed, 
all conversation ceases, all business 
is broken off, and from all sides the 
people hasten into the nearest meeting 
house. There each one draws from his 
pocket a small book containing the 
psalms with notes, and out of full 
hearts, in the native speech, the 
congregation sings before and after 
the sermon. Every one testifies to me 
how great consolation and edification 
is derived from this custom." 23 
Peter C. 
Peter c .. 
Music in the Church p. 63~ 
op. cit:,--pp. 63-64. 
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Calvin detested ritual in the church services and 
would not sanction hymns and melodies of all kinds in his 
services as did Luther. Calvin felt that only "inspired 
words 11 were permissible in the church and he allowed no 
songs at service-time except the metrical versions of some 
of the Psalms and other selections fDDm the Scripture. He 
looked with great disfavor upon the florid music and har-
monies of the German Chorale~ 
In 1538, Calvin was driven from Gen.eva and found 
refuge in Strasburg, which was another stronghold of the 
Reformers. While in Strasburg, he produded his first Psalter 
for use by his followers. It was published in 1539 under the 
title of 11 Aulcuns Pseaumes et mys en Chant 11 • 
After an exile of three years, Calvin returned to 
Geneva in 1542 and searched for someone who would write 
melodies for the Psalms. He insisted on melodies alone from 
the composer for harmonized tunes did not conform to his 
musical way of thinking. His requirement was that tunes had 
to be written with only one note to a syllable, for he desir~d 
his congregations to sing in unison. His rules of church 
singing were so well established that part-singing was vir-
tually unknown to the Reformed churches until the last 
cemtury. 
42. 
The Writings of Cllment Marot 
/ In the early sixteenth century, Cl.ememt Marot, who 
was a poet ~n the court of Francis II, turned from writing 
love-songs and ballads to the versifying of the psalter. The 
book which emerged from these new writings on the part of 
Marot, was the complete metrical Psalter, in French, which 
was richly supplied with tunes. The Huguenots and later, 
others, revered this book deeply and it ranked as second 
only to the Bible itself~ The inspiration of Marot permeated 
this whole book, although only a thir~ of it actually came 
from his pen. 
The story of ~he French Huguenots is one of adventur 
excitement and romandev Even before they had acquired their 
party name, various wanderers and believers were searching 
after a new faith and a new life. When they became united 
under the leadership of John Calvin, their number steadily 
increased. Although their members soon numbered in the 
hun~reds of thousands and included many noble names, they 
were always a minority in the nation. Before 1600, King Henr 
IV, who had fought on their side during a long civil war, 
signed the famous Declaration which granted freedom to the 
new religion. Unfortunately, this edict was often disregarde 
and in 1685 it was revoked by Louis XIV. The Huguenots were 
then given but two choices, flight or death. It is estimated 
that more than four hundred thousand Huguenots fled from 
France to other countries. 
Maret's contribution of the Metrical Psalter to these 
people was indeed an inspiring and welcome tribute to their 
faith and beliefs. 
Marot is credited with having written forty-nine 
psalms in meter, in addition to versions of the Ten Command--
ments and the Nunc Dimittis~ At first, he published none of 
his works, but circulated them through the court among his 
friends. The psalms at once sprang into favor with the King 
and his court, although they were all professed Catholics. 
The psalms actually drove out the ditties which had become 
the musical fashion of the day. The melodies of the psalms 
were, without doub;~ either adapted or composed by Marot 
who was a musical expe~t. These new songs also crept outside 
of the Court of the King and humble groups of Protestants 
used them for songs of worship. Even without an attempt on 
the part of Marot to get them printed, thirteen of them came 
into print at Strassburg in 1539. It was not until 1542 that 
his own publication of his first thirty paalms came into 
being. It was the publication of this book which, though 
endorsed by King Francis I and Emperor Charles V, aroused the 
wrath of the Sorbonne and its author was put under the sen-
tence of death. Marot fled to Geneva, and there, 
with the approval of Calvin, completed nineteen 
more psalms. His entire list of works appeared 
in 1543 as the official basis of a complete Psalter 
for the Reformed Churches. 
When accused of heresy before his escape to 
Geneva, Marot declared: 
11 I am no Lutheran or Zwinglian, much 
.less an Anabaptist or Papist. I 
never was, nor am, nor will be, 
anything but as Christian, I pass my days, 
God willing, in the service of 
His Son, Jesus Christ. 11 24 
At the time of his death in 1544, Marot had 
left behind him the finished product of ten years' 
writing. He had built on Calvin's metrical psalm 
texts and had added his own. 
Other Composers of the Psalter 
After the death of Marot, it was necessary 
for Calvin to find a new translator. He was 
fortunate in securing Theodore de Beze (or Beza) 
24 Hymn Society of America Paper IV P· 8. 
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to continue the work of translating. Beza was 
twenty years younger than his predecessor, Marot, 
but he was a well trained poet and theologian. 
It was indeed a difficult task set before him to 
supply the hundred psalms which were still lacking. 
He has not rightly been accorded the honor due him 
for the faithfulness and loyalty with which he 
completed the work. 
One of the chief contributors to the music 
of the Psalter was Louis Bourgeois, who was born 
in Paris in 1510. His musical training was in the 
music of the church. He became a Huguenot and in 
1541 went to Geneva, where four years later he was 
appointed as choirmaster at the Church of St. Pierre. 
Bourgeois was commissioned to write music for the 
Psalter and is considered to be the first writer 
of Calvinistic music. Bourgeois found that a 
large number of metrical patterns had to be fol~owed 
and that the melodic style consisted mainly of folk 
tunes, but was also influenced by the existing 
plainsong. 
In 1539, there had been twenty-nine tunes 
introduced by Calvin, but only eleven of these 
survived. The task of providing melodies for the 
remainder of these fell to Bourgeois and in the 
completed book there were over one hundred twenty-
five tunes which employed over one hundred meters. 
Each was ad~pted to suit an individual psalm and 
to name a few there were: 
Old 124th prepared by Bourgeois 
for the 1551 .issue of the Psalter. 
Old lCOth written by Bourgeois and 
first used with Psalm 134. Written 
in a meter which later became very 
popular in Great Britain. The meter 
retained its style in William Kethe 1 s 
English text for Psalm One Hundred. 
It is undoubtedly om ef the best 
known tunes of the Reformation Period. 
St. Michael also a tune written by 
Bourgeois but has been since alter-
ed. Set to Psalm 101. Being in short 
meter it has been set to many other 
sets of words. 
Les Commandemens de Dieu and 
Nuc Dimittis eac~of these was 
suggested by the air of a song. 
46. 
In 1557, Bourgeois became discouraged because 
of the objection of John Calvin and the church 
leaders to the harmonizing of melodies. Because of 
his discouragement, he returned to Paris and con-
tinued his musical work for the Psalter there. 
In 1561, he published harmonizations of the 
eighty-three melodies then in use. His task reach-
ed its completion in the Genevan Psalter of 1562, 
which contained all the texts and music for all 
:.:: 
. v i.···.-.t:.: . 
psalms. 
Another important contributor to the Psalter 
\vas Claude Goudimel. He composed masses, motets 
and chansons and produced motet settings of metrical 
Psalms arranged for four and five voices. He 
usually put the melody in the tenor, although the 
melodies were not his own original writings. They 
were important additions to early Calvinistic 
music, though they were found to be too elaborate 
for congregational use. Goudimel was killed in the 
St. Bartholomew mass.acre at Lyons in· 1572, but it 
has never been definite.J.y estab..l.ished. as to whether 
he was a Protestant or not. 
47. 
48. 
Chapter IV 
The Genevan Psalter of 1551 
As has been previously mentioned, Louis Bourgeois 
is credited with the first authentic writings of Calvinistic 
music. The 1551 edition of the French Psalter which was pub-
lished at Geneva, marked the time in the history of the 
Psalter when 11 the compilation of both verse and music passed 
out of its tentative or experimental stage into its first 
25 
permanent maturity.H A number of the tunes included in 
this edition were composed or adapted by Louis Bourgeois; 
and several of them, although in altered form, have survived 
to the present day. Most famous of these tunes is that known 
as Old Hundred, which was originally sung not to the hun-
dredth but to the one hundred and thirty-fourth psalm. For 
many years the tune of this great hymn was attributed to the 
wrong composer and several generations have known it only 
in its English form in equal note values. 11 The four lines 
that go to maKe up the Old Hundredth are of common occurrenc~ 
26 
in other tunes and may be· traced in old plain-song" is a 
statement made by Professor Lightwood. Perhaps the statement 
made by one Lord Ernle, best sums up the significance and 
enduring beauty of this beloved psalm. 11 It survives all the 
25 
26 
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changes of thought or fashion that the progress of four 
27 
centuries has witnessed. 11 
On pages fifty and fifty-one may be found two set-
tings of the 110ld Hundredth", both of which appear in the 
Genevan Psalter of 1551. The first setting is similar to 
the one we know today, but is in the Long Metre, which is 
as it was originally written and is as it should be sung. 
The second setting (on page 51) is the faux-bourdon set-
ting which has the melody in the tenor. It was a setting 
made by John Dowland some years a~ter the original setting 
was composed. 
These Psalms of the Genevan Psalter have come to mean 
much to us today, just as they did to the early French 
Huguenots in whose time they were written. As one writer 
sayS.: 
11 The effect of the Psalms on the character 
.of the Huguenots was wonderful. The sougs 
of a people reflect theirnlife, and so we 
say "Tell me what you sing~ and I will tell 
you what you are. 11 The Psalter of Beza and 
Marot helped to give to the Reformed Church 
of France a character of unexampled firm-
ness ••• it penetrated the family, sanctified 
its joys, and consoled its sorrows; it was a 
breviary for the living, and a viaticum for 
the dying; •• (reading further) ••• The Psalms 
have nourished the moral life of a race of 
men such as the world will never perhaps see 
again. We need today a generation nourished on this 
marrow of lions.tt 28 
-27 Hymn Society of America opy cit., p. 3· 
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2. The Lord ye know is God indeed, 
Without our aid He did us make; 
We are His folk,. He doth us feed, 
And for. His sheep. He doth us take. 
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3. 0 enter then His gates with praise, 
Approach with. joy His courts unto; 
Praise, laud, and bless His name always, 
For it is seemly so to do. 
4. For why? The Lord our G~.d is good, 
His meroy.is forever sure; 
His truth at all times firmly stood, 
And shall from age to age endure. 
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This alternative setting of Old.Hundredth may be 
used for one or more stanzas, the congregation singing the 
melody as given in the tenor. 
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Chapter V 
The Psalter in England 
During the religious persecutions under Queen Mary 
of England, in the middle of the sixteenth century, many Eng 
lish Protestants found refuge in Geneva where they came 
under the influence of Calvin and the French Psalter. Upon 
their return to England, they took with them the habit of 
singing psalms. The metrical psalms immediately met with 
enormous favor, not only with the Nonconformists but in the 
Established Church as well~ The result was a so-called Anglo 
Genevan Psalter with which Scotchmen and Englishmen were bot 
connected. Poets not only versified the Psalms, but also the 
canticles, the Creed, the Lord's Prayer and a portion of the 
New Testament. In 1562, a version of the psalms appeared 
under the title: 
"The Whole Booke of Psalmes collected 
~into English metre, by T. Sternhold, 
J.H. Hopkins, and·others, conferred 
with the Ebrue, with apt notes to sing 
them withal. Set forbh· and allowed to 
be sung in all churches, of all the peo-
ple together, before and after Evening 
Prayer, and also before and after Sermons, 
and moreover in private houses for their 
godly solace and comfort, laying apart all 
ungodly songs and ballads, which tend only 
to the encouraging od vice and the corrupting 
of youth. 11 29 
29 Lutkin, Peter C~ op. cit., pp. 64-65. 
.The French:. style was strongly represented in the Anglo-
Genevan Psalter, b~t after the return of the refugees to 
Britain, the Scottish Psalter of 1564 continued adhering 
to the French influence, while the English Psalter pursued 
a different course with regard to both verse and music. 
The English type of psalm tune consisted of a nymber of 
shorter notes lying between two longer onese This pattern, 
after being repeated many times, was found to be monotonous 
and it compared most unfavorably with the free flowing and 
much varied melodies of the French style. 
Among the better-known English Psalters was the Stern-
hold and Hopkins edition mentioned previously. Sternhold 
had issued a number of metrical psalms and his intention was 
to counteract the ulewd songsu which were commonly sung in 
"' 
the taverns and streets. These psalms (like those of Marot) 
were not composed with the idea of having them used in 
public worship. A8ter the death of Sternhold, John Hopkins 
completed this metrical psalter, and it began to be used 
in services of worship. This psalter later bame to be known 
as the nold version" and.was immensely popular despite its 
crudeness and literalness. It consisted of forty tunes, the 
majority of which were in common metre, for all but twenty 
of the one hundred and forty psalms were in that metre. Only 
the melody was printed and the tunes were of a rather 
severe type, such as Old Hundred and 11 Dundee". A copy of 
the latter tune may be seen on page fort~~-~s~e~v&e~UL~·============~========= 
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The race that long in darkness pined 
Have seen a glorious light; 
The people dwell in day, who dwelt 
In death's surrounding night. 
2 To hail thy rise, thou better Sun, 
The gathering nations come, 
Joyous as when the re~pers bear 
The harvest-treasures home. 
,..,. 
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r: 
I< 
.3 To us a Child of hope is born, 
. fo us a Son is given; 
Him shall the tribes of earth obey, 
Him all the hosts of heaven. 
4 His name shall be the Prince of Peace, 
. For evermore adored; 
The Wonderful, the CounSellor, 
. The great and mighty Lord. 
5 His power increasing still shall spread; 
His reign no end shall know: 
Justice shall guard his throne above, 
And peace abound below. 
I 
u 
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The Sternhold and Hopkins edition is often referred to as 
"Day's Psalter11 and gets this name from its publisher. 
Little is known of Day except that he went to London from 
Suffolk to learn the trade of a printer. It was said that 
he was fond of making allusions to his name on the title-
pages of his books and the following inscription may often 
30 
be found. 
r ----A-r_:_R_I_S-~-~-------~~·---,~s~~:~A~A~:~---4 
The sources of the tunes found in this Psalter may 
be put into three classifications, namely, German, French 
and English. The only two German chorales included are the 
HOld ll2th11 and the previously mentioned ttPope and Turk 
. -
Tune." The French tunes come from the Genevan Psalter and 
include among them, the 11 0ld 100th11 , 11 0ld ll3th11 , 11 0ld 124tl: 11 , 
-
uOld l34th11 and the "Commandments Tune11 which is also known 
under the title of 11Audi Israeln~ This latter psalm was set 
to the metrical version of the Commandments which began, 
uHear, 0 Israel 11 • The 110ld ll3th11 , though found in the Gen-
~ 
evan Psalter, can be traced still farther back and is be-
lieved to be of German origin. In its original form, it ap-
pears as one of the ~ongest tunes in the psalter as it is 
30 Lightwood, J.T. op. cit., p. 32. 
~ .. • 
set to a twelve line 8s. In the early eighteenth century, 
it was shortened to a six-line 8s and since that time it 
has become one of the most popular old psalm-tunes. The 
tune is quoted on page 50& It is interesting to note that 
this melody was a favorite of John Wesley'~, who used to 
sing it to Isaac Watts 1 hymn, "I '11 praise my Maker while 
Itve breath. 11 There is only one verse quoted on page fifty 
and the words were written by Bir Henry Baker. 
Among the English tunes included in the Psalter whicr 
have maintained a place in many present day collections arJ 
ttold 8lstn, 11 0ld 132nd11 , 11 0ld l37thu, and less popular, 
..... - - ... - -
"Old 25th11 and 11 0ld 44th11 • Very little or nothing at all 
seems to be kno\~ about the composers of these old tunes. 
Another edition of this psalter by Day was issued in 
1563 and was harmonized in four parts. It is sometimes 
knownnas uParsons' Psalms", because it is believed that 
~ 
W. Parsons did the majority of the work. The art of music 
was cultivated to a considerable extent during the reign of 
Elizabeth and anyone who wished to appear in the least 
ways educated had to be able to take his part in unaccompan' ed 
singing. 
To retrace the history of hymn-tunes in England, it 
is necessary to go back a few years before the publishing 
===ll==================-·-··-=+--1== 
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From hi~hest Heav'n, the Eternal Son, 
' With God the Father ever One, 
Came down to suffer and to die; 
For love of sinful man he bore 
. Our human griefs and troubles sore, 
Our load of guilt and misery. 
58. 
of the previously mentioned psalter. The first collection 
of original hymn-tunes in England is believed to have ap-
peared in 1553 and bore the following quaint title-page: 
The Actes of t~ Apostles, translated 
into Englyshe Metre and dedicated to the 
Kynges most excellent Majestye by Cbrist-
ofer Tye Doctor in Musike and one of the 
Gentylmen of hys Graces most honeurable 
Chappell w~~h notes to eche Chapter to 
synge and also to play upon the Lute 
very necessarye for studentes after theyr studye 
to fyle thyr wyttes and also for all 
Christians that cannot synge to recite 
the good and Godlye storyes of the lyres 
of Christ hys Apostles. 31 
Upon the accession of Queen Mary to the throne, ther 
was published another pamphlet which was of considerable· 
interest~ It was titled 11 A Godlye Psalme of Marye ~ueene" 
and was a poem of forty-four four-lined verses written in 
praise of Mary, but concluding with a prayer for the 11 Lady 
~ 
Elizabeth" .. An original tune was written for these words by 
R~chard Beard, a London clergyman. The tune is of interest 
for it is believed to be the first modern C.M. tune ever 
written. It also has 11 repeats" in the final two lines which 
. -
is an anticipation of the 11 0ld Methodist 11 tunes which fol.Low 
two centuries later. A quotation of the tune may be seen on 
page fifty-nine. The E-flat which appears in the score does 
not appear in the original version of the tune. 32 
31 Lightwood, 
32 Lightwood, 
J. T.. o p. cit . , 
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p .. 39. 
p .. 41. 
• .T'-. ••" .... 
p 0 J J 
'b J <! J o o f f F J ~ ~ 
h~~Yr "'7"'y""4~ "-"'~ vo; ~-... ~<>T ,..,o...:~ ho.'I(<L- w~.._ '""tJt~ ~ r'-o:\-
, J J J f J. tt) J j 
jb J F . F ¥E p F J J J o II 
o-.n-to\ d<~ Y£-' ~c.€ 7 1c s)/)'1~ a..~ ~K"L 'r~- ~~'\ e~ • 
e5o. 
=====If============================-=-=-=--· ·-------·-:c-=n======== 
There were several more editions of Day's Psalter 
issued, but as the tunes remain practically the same through 
out, it seems unnecessary to do more than to refer to them 
as has been done in previous pages. 
The Anglo-Genevan Psalter 
The Anglo-Genevan Psalter was hurriedly mentioned on 
the first page of this chapter, but it seems necessary to 
go into a more thorough discussion of it at this tiwe. This 
psalter preceded the edition published by Sternhold and Hop-
kins and was a compilation of metrical psalms which English 
Protestants had learned in Geneva while in exile there. Five 
men were selected to compile the Anglo-Genevan Psalter and 
among them were John Knox, a great Scotch Reformer and W. 
Whittingham. The first edition of their work appeared in 
1556 and another edition was issued in 1558. These two edit-
ions are believed to be the foundation of English Psalmody 
and many of the finest English hymn-tunes have been modeled 
after these tunes. The first edition consisted of fifty-one 
psalms, each with its own tune, while the edition of 1558 
consisted of sixty-two psalms, but had only forty tunes for 
them. Metrical versions of the Ten Commandments and the 
11 Song of Simeon", each with its own tune, were also added. 
The following tunes which are still in use, appear in this 
Psalter: 
~ld 1st Old 50th Old 120th 
Old 25th Old 113th Old 124th ( 11 Toulon11 ) 
Old 44th Old 117th Old 137th 
and "Commandments Tune". 
&:"f.n. 
=====ll===============================~-~~l>-==1!===== 
Chapter VI 
The Scottish Psalter 
The English version of the Psalter employed in Gen-
eva, in which several Scotsmen (notably William Kethe to 
whom we owe Psalm 100) had had a part, was taken to Scot-
land. In 1564, this psalter was enlarged by additions 
taken from Sternhold and Hopkins and was issued as the of-
ficial book of praise of the Reformed Church od Scotland. 
During the Puritan Revolutmon in England, there was 
a convocation of Divines and leading laymen at Westminster 
to remove unscriptural features from the doctrine, worship, 
and government of the Church of England. This Assembly took 
up the Psalter and decided to use the version of Francis 
Rous for the worship of congregations. Francis Rous was an 
eminent lawyer, a member of Parliament, and of the West-
minster Assembly and was later Provost of Eton College. 
A number of committees were appointed to revise and 
amend Rous' work and the amended version was sent to Scot-
land. The Scottish General Assembly in turn, selected a-
nother committee to make further revision and improvement 
and when it was finally issued in 1650, it was in a much 
altered form from the original Psalter. It has remained 
the standard of praise in Scotland for three centuries. 
There are several valuable qualities in the met-
rical psalms of the Scottish people which have helped to 
endear them to the people. A chief characterization of 
these psalms is a rugged simplicity. It is true that in 
many respects they leave much to be desired, according to 
the canons of lyric verse, but ordinary people with a 
minimum of education are able to understand them arid mem-
orize them. These psalms well express the feelings of 
penitence, praise and prayer felt by the people who love 
and sing them. An example of this is the following: 
Such pity as a father hath 
Unto his children dear; 
Like pity shews the Lord to such 
As worship him in ~ear. 
For he remembers we are dust, 
" And he our frame well knows, 
Frail man, his days are like the grass, 
. As flow'r in field he grows; 
For over it the wind doth pass, 
_ And it away is gone; 
JL~d of the place where once it was 
illt shall no more be known» 
But unto them that do him fear 
God's mercy never ends; 
And to their children's children still 
His rightwousness extends. 
This passage is simple in expression, but deeply reverent 
in feeling and meaning. 
A second quality found in the Scottish psalms is 
terseness. There are never any unnecessary words for the 
Psalms are models of condensation. An excellent illustratior 
-
of this is the short six syllable version of the 143rd 
Psalm: 
Because I trust in Thee, 
0 LOrd, cause me to.hear 
Thy loving kindness free, 
When morning doth appear; 
Cause me to know the way 
Wherein my path should be; 
For why, my soul on high 
I do lift up to Thee. 
There is a complete freedom from any needless ornamentation 
and the strength of the verse is in its nouns and verbs. 
A third quality is vigor which is well illustrated 
in both the 136th and 148th Psalms. The 136th Psalm is 
quoted here: 
Praise God, for he is kind: 
His mercy lasts for aye •. 
Give thanks with heart and mind 
To God of gods alway: 
For certainly 
_ His mercies 'dure 
Most firm and sure 
Eternally. 
One of the chief reasons for the affection with 
which Scottish Christians cling to their versions of the 
Psalms is because they find that their Psalms best express 
the circumstances of their lives both nationally and re-
ligiously. 
Although the metres may seem to appear somewhat con-
fining, it surely cannot be said that this has in any way 
hampered or been a detriment to successful writing of 
Psalms in the Scottish Psalter. Evidence of this is the 
tune St. Anne 7 written by William Cro~ and undoubtedly 
one of the most massive and best loved tunes ever to be 
written. Other fine examples are Joh.lJ. Hatton 1 s "Duke Stree 11 
. ~ 
and the setting of the l48th Psalm by John Darwall. 
The Scottish Psalter is literally saturated in 
Biblical phraseology and each psalm communicates the 
trust, hope~ courage and peace of the Bible. 
66 .. 
Chapter VII 
Findings and Conclusions 
The Reformation Period made one of the greatest 
contributions in all church history to church music. It 
was at this time that people were given the chance to 
worship freely. Through the faith and beliefs of certain 
leadfers and their followers, worship became an act betwee 
man and God alone and not an act between man and God throu h 
some mediary. 
For the first time, people could raise their heart 
as well as their voices in songs of praise which belonged 
to them and which expressed their love of God in their own 
ways. Through their songs, the people were able to keep 
alive their spiritual aspirations. Even though their music 
often drove them into exile in order to stay alive, this 
did not deter them from continuing their musical worshi~, 
but incited them on to greater musical accomplishments. 
They endured grief, pain and often death to give to the 
people the heritage of music in worship. 
The Reformation Period did not involve only a few 
who sought higher ideals in worship, but it involved whole 
nations of people who were discontent with religious con-
di tiona and beliefs. Wars were waged between those who were 
seeking religious freedom and those who did not wish to 
grant it. 
Surely there cannot be found a more colorful or 
exciting period in the history of church music than the 
Reformation Period. To it we owe our religious freedom and 
from it we have obtained some of the greatest and most 
beautiful church music ever known. 
-~§:&.:~ !! ====~====================================~ 
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Chapter VIII 
Comprehensive Abstract 
Each period of history, whether it be church his-
tory or other, can be traced back to a beginning which 
usually includes either one great name or a group of names 
as its leader. To Martin Luther belongs the recognition 
of being the leader of one of the greatest and most con-
troversial periods in history. 
Until the year 1520, the Catholic Church was the 
only church and its doctrines the only doctrines in which 
people could believe. ~he Pope was the head of the Catholic 
Church and his word was law. Martin Luther strenuously ob• 
jected to certain ab~itrary assumptions of the Pope and 
he declared his complete separation fDom the Catholic 
Church in 1520, by burning the Pope's bull of excommuni-
cation. In 1521, at the ~iet of forms, Luther declared 
- . 
the fundamental principles of Protestantism through his 
appeal to the Holy Scriptures. He regarded reason and con-
science as higher authorities than ecclesiastical tradition 
and the authority of Popes. 
Luther realized that by changing the habits of wor-
=======!==================================================~(~~·,_~J'~====== 
ship of the people, there was also the necessity of a 
corresponding change of music in the church. Wgereas the 
Catholic Church keeps its song with~n the clergy, music 
of the Reformation Period was that of the laity. 
Congregational singing was introduced into the 
churches and music was written in the native tongue of 
the worshipper so that he was better able to understand 
what he was singing about. 
In order that a congregation might have an active 
part in the service of worship through singing, it was 
necessary that they have something to sing. The German 
Chorale came into evidence at this time and again, the 
credit for the introduction of the Chorale belongs to Mar-
tin Luther. Many of the greatest hymns of this period were 
taken from secular songs of the day and among these w~sp, 
"The Passion Chorale" by Hassler. Undoubtedly the great-
est musical contribution of this period by Luther himself 
was his 11 Einf Feste Burg. 11 Other famous chorales and 'b:om-
posers of this- period wer~, "Now Thank We All Our ~od11 by 
Martin Rinkhart and "Sleeper;, Wakeu and uo morning star, 
~ ~ ~ 
how fair and bright 11 , both by Ndi.colai. The three main 
~ 
sources from which chorales were derived were, (~) the 
melodies of the Catholic ritual chant, (2) the pre- Reform~ 
ation religious folk-song, and (3) the sec~ar folk song. 
Although the Reform movement of the church was also 
evident in France, it took on quite a different aspect 
from that in Germany, in regard to the music used inmthe 
church. John Calvin was the leader of these people and he 
looked upon the efforts of man as unsuitable offerings 
to God. The Calvinists confined their singing to the met-
rical versions of the Psalms of David. The tunes which ac-
companied these psalms were of a sober and solemn nature. 
The Genevan Psalter was the official psalm-book of the Cal-
vinists. The Huguenots came to deeply revere their psalter 
which included writings of Clement Marot, Theodore de Beza, 
and Louis Bourgeois. 
One of the most striking facts about the French 
Psalter was that it contained no less than one hundred and · 
ten meters, each one of which required its own t~ne. Though 
the text of the French Psalter appealed only to those who 
understood French, the melodies spread abroad rapidly and 
came to be known by all. The origin of many of the French 
tunes dated back to French folk-songs. 
Undoubtedly the most popular tune in the Genevan 
Psalter is the famed ttold Hundred". 
The Anglo-Gene~an Psalter appeared in England in 
1558 and was the result of a number of English Protestants 
who had found refu~e in Geneva during the religious per-
secutions of Queen Mary in England. When these exiles 
returned to England they brought the psalm-singing habit 
with them and compiled thair own psalter. 
However, the true English Psalter was quite dif-
feremn from the French Psalter both in words and music. 
Mmong the better known English Psalters was the one ed-
ited by Sternhold and Hopkins and published in 1562. It 
consisted of forty tunes, the majority of which were in 
common metre. The sources of the tunes in this Psalter 
fall into three categories, German, French and English. 
The tunes of the English Psalter lacked the variety and 
verve of those din the French Psalter and this was due to 
the fact that composers of English tunes did not employ 
the variety of metres in their writings that French com-
posers did. 
The Scottish Psalter was issued in 1650 and in act-
uality it was a revised edition of a psalter originally 
issued by Francis Rous. However, by the time it was issued 
in Scotland, it had become considerably altered. 
The Scottish Psalter is best characterized by its 
simplicity and lack of needless ornamentation. It is vig-
orous yet deeply reverent. Their Psalms express most 
clearly the Scotch national and religious life and their 
Psalter has been the standard of praise in Scotland for 
three centuries. 
Although the metre seem>somewhat confining, mt 
has in no way detracted from the me,ri·ts of the Psalter, 
for such great tunes as t.1St. Anne 11 and ttnuke Street" have 
come from this Psalter. 
From the German Chorale to the Scottish Psalter, 
there were vast changes in ideas, texts and tunes, but 
all are a part of the hymnody of the Reformation Period 
and all stem from the desire on the part of the laity 
to have freedom of worship and song. 
BIBLIOGRAPHY 
Bibliography 
Apel, Willi, Harvard Dictionar~ of Music. Cambridge, 
Massachusetts: Harvard University of Press, 1947. 
Coffin, Rev HenryS., The Enduring Significance of the 
Scottish Psalter~ New York: Hymn Society of 
America, 1950. 
Davies, Sir H. Walfl.ord, Hymns of Western Europe. Lon-
don: Oxford University Press, 1927. 
Dickinson, Clarence and Helen A~ Excursions in Musical 
History. New York: H. w. Gray and Sons,-r917. 
Dickinson, Edward, Music in the History.of the Western 
Church. New ~ork: Charles Scribne~s Sons, 1931. 
"r 
Dickinson, Edward, The Study of the History of Music. 
New York: Charles Scribner's Sons, 1937· 
Ferguson, Donald N. A History of Musical Thought. New 
York: Appleton- Century - Crofts, Inc.,Second 
Edition, 1948. 
Groves Dictionary of Music and Musicians. Five vols.; 
New York: The MacMillan ~o., 1938~ 
Hymns Ancient and Modern. London: William Clowes and 
Sons, Ltd., 1922. 
Julian, John, Dictionary of Hymnology. London, 1892. 
Knight, Rev. George Litch, The Significance of the Gen-
evan Psalter of~· .New York: Hymn Society of 
America, 1951. 
Paul, MUsic in Western Civilization. New York: 
W. W. Norton and t;ompany, 1941. ~~ 
Laufer, Calvin W.. Hymn Lore. Philadelphia: The West-
minster Press, 1932. 
Lightwood, James T., Hymn Tunes and Their Story. Lon-
don: Charles H. Kelly, 1906. 
Lutkin, Peter Christian, Music in the Church. Milwaukee 
The ioung Churchman Co., 1910-.--
McAll, Reginald L., The Story of the Genevan Psalter. 
New York: Hymn Society of America, 1951 • 
.,.,. 
McCracken, Rev. Robert J., Address on the Scottish PsaltE.r. 
New York: Hymn Society,of America;-1950. 
Nelson, Elizabeth Russell, The Development of Christian 
Church Music As An Integral Factor in Adult Worship. 
Boston University Graduate Thesis, 1944. 
Oxford History Q! Music. Four vols., London: Oxford 
University Press, 1929. 
Pratt, Waldo Selden, The History of Music. New ¥ork: 
G. Schirmer, Inc., (Revised Edition) 1927. 
Pratt, Waldo Selden, The Significance of the Old French 
Psalter. New fork: Hymn Society of America, 1933· 
- ~ 
Reed, Luther D.. Luther and Congregational Song. New 
York: Hymn ~ociety of America, 1947. 
The English Hymnal. London:' Oxford University Press, 1933. 
The Genevan Psalter of l221· (A collection of tunes). 
New York: Hymn-society of America, 1951. 
Wilson, Archibald w., The Chorales, Their Origin and 
Influence. London: Faith Press Ltd., 1920. 
75· 
Winkworth, Catherine, The Chorale Book for England, 
London: Longman, Green, Longman, Roberts, and Green. 
1863. 
